spread of Protestantism in those territories.4 Forced to compete confessionally with an ascendant Protestantism, the Catholic Church and the Habsburg dynasty made parish schools a major battleground. A classic example was Archduke Ferdinand of Styria (later Emperor Ferdinand II), who waged an aggressively anti-Protestant campaign in the lands under his care by closing Protestant schools, exiling their schoolmasters, replacing them with confessionally correct ones, and mandating the instruction of parish youth in the basic articles of Catholic faith.5 Throughout the monarchy, the re-Catholicization campaigns of the seventeenth and early eighteenth centuries left in their wake a sizable number of new or confessionally cleansed parish schools. Hence church officials in the bishopric of Passau, whose jurisdiction included most of Upper and Lower Austria (and thus the Hainburg school attended by the young Joseph Haydn), could report in 1772 that almost every parish in these provinces had a school instructing children between the ages of five and twelve.6
Although primary schooling today is commonly associated with the acquisition of literacy, only with the school reforms of Maria Theresia and Joseph II in the later eighteenth century were reading and writing universally taught in Habsburg parish schools. Instead, two subjects dominated. One, not surprisingly, was religion, the instruction of which was usually oral rather than literate in nature. Here the oral recitation and memorization of the catechism had occupied pride of place ever since the late sixteenth century, when the Jesuit missionary Peter Canisius had effectively employed his catechism in the reconversion campaigns he supervised in Austria, Bohemia, and Bavaria. What appears in Catholic visitation reports as a "school," then, often signified little more than catechistic instruction provided on Sundays and religious holidays by the church sacristan (i.e., the assistant to the parish priest). The second subject to dominate parish schooling in the Habsburg lands was music. The sacristan, in addition to assisting the priest at mass, instructing the youth of the parish, and keeping the church in good repair, was charged with providing music during mass and on religious holidays. Musical ability was in fact a prerequisite for obtaining a position as a schoolmaster/sacristan. In 1648 parishioners in the Tyrolean village of Nonsthale requested a schoolmaster "who is trained in music, sings, plays organ, and can also teach," and more than a century later the pedagogical reformer Johann Ignaz Felbiger noted with exasperation that "a man who applies to be a schoolmaster is considered qualified as long as he knows enough music to sing, lead a choir, play a little organ, and perhaps write a bit."7
In this regard the duties of Catholic schoolmasters were not so different from those of their counterparts in Protestant territories. In Protestant schools the terms Schulmeister and Cantor were interchangeable, suggesting the place of music in the occupation of schoolmaster. Here the most famous example was Johann Sebastian Bach, who in 1723 became Cantor of the Thomaschule in Leipzig-though unlike most who held the position of Cantor Bach's teaching duties were confined to music alone. In any case, Protestant and Catholic parishes alike required the musical services of the schoolmaster and his pupils at mass, baptisms, weddings, and funerals.
What made Catholic parishes different was the far greater number of religious holidays, which multiplied the number of occasions requiring music. When Haydn was a pupil in Hainburg, for example, Catholics in the Habsburg monarchy universally observed around eighty-six religious holidays, including Sundays; added to these were the locally celebrated full or partial feast days that could number as many as thirty, depending on the region.8 On most of these occasions it was common for the schoolmaster to assemble his pupils and provide some sort of choral or instrumental performance. Albert Christoph Dies, another early biographer of Haydn, related how the Hainburg schoolmaster Johann Matthias Franck immediately pressed the six-year-old Haydn into musical service following the boy's arrival in May of 1738:
It was just then Rogation Week [the week preceding the Feast of the Ascension, which falls on the fortieth day after Easter Sunday], a time of many processions. Franck was in great difficulty because of the death of his drummer. He cast his eyes upon Joseph, who would have to learn the kettledrums in a hurry and thus resolve the difficulty. He showed Joseph the elements of drumming and then left him alone. [But] since Joseph was very short, he could not possibly in the procession reach as high as the former drum-bearer; so they chose a little man who was unfortunately a hunchback and provoked the laughter of the onlookers.9
Despite this aborted debut, Haydn's musical training continued under his Hainburg schoolmaster at the parish school attached to the Church of St. Philip and Jacob. Franck, the schoolmaster, organist, and choral leader, trained some of his pupils to sing in the church choir during mass and evening vespers. Others, like Haydn, were also taught to play musical instruments in the parish orchestra, which performed on major religious holidays. Haydn learned to play several instruments under Franck's tutelage, and the parish church was relatively well equipped musically.10 A 1762 inventory of the instruments stored in its choir loft listed eight trumpets, two hunting horns, six violins, one cello, one double bass, and a pair of kettledrums."1
Haydn is just one example of how music and musical talent were nurtured in parish schools of the Habsburg monarchy. Charles Burney, the noted English music critic and a friend of Haydn, commented on the place of schools in the musical culture of the Habsburg monarchy during a journey through Bohemia in 1772. In Prague, Burney observed, "the nobility were now out of town, but in winter they are said to have great concerts frequently at their hotels and palaces, chiefly performed by their own domestics and vassals, who have learned music at country schools."12 Burney went on to mention two composers of his day whose musical talents developed within the milieu of the parish school. One was Johann Wenzel Anton Stamitz (1717-57), known today for his symphonies and especially for his key role in developing the symphonic form as director of the Mannheim orchestra. Stamitz acquired his musical training through his father, an accomplished organist and choirmaster who worked as a schoolmaster in the Bohemian town of Deutsch Brod (Nemecky Brod). Burney also mentioned Josef Myslive'ek (1737-8 1), a friend of Mozart who for a brief period in the 1770s was the most prolific composer of opere serie in Europe. Myslive'ek learned music from his Prague schoolmaster. One can add to Burney's list Ignaz Pleyel (1757-1831), a former Haydn pupil whose compositions enjoyed considerable popularity in Vienna during the 1780s. Pleyel grew up the twenty-fourth child of a parish schoolmaster in the village of Rupperstal, near Vienna. None of the figures mentioned above came from elevated social backgrounds, and the social milieu of the parish school was a humble one indeed. The poverty of schoolmasters was legendary, and most of their pupils were equally poor, since propertied bourgeois and noble families usually preferred private tutors for their sons and convent schools for their daughters. The centrality of music in parish schools helps to explain how those from otherwise modest backgrounds could begin to acquire the training necessary for a musical career. This emphasis on music was the by-product of a post-Tridentine devotional world that subordinated the printed vernacular to a visual, aural, theatrical, and fundamentally nonliterate culture of the senses. The persistence of this culture throughout the early modern period helps account simultaneously for the richness of musical life in eighteenth-century Austria and for the meager Austrian contribution to German literary culture. Vienna was the capital of the Holy Roman Empire and the largest German-speaking city in Europe, yet not a single major writer associated with the German literary revival of the eighteenth century came from the Habsburg monarchy. Gellert, Lessing, Klopstock, Goethe, Schiller-all hailed from Protestant territories of the Holy Roman Empire. Nothing better symbolizes the underdeveloped state of vernacular print culture in German-speaking Austria than the fact that in the 1730s, the Haydn loved musical gags, sudden changes of tempo, the injection of a humorous moment into an ostensibly serious one. His capacity for shifting unexpectedly between refinement and coarseness, the elevated and the vulgar, blurred the boundaries between high and low in much the same spirit as had the Klirtnertor stage of Kurz and Prehauser. Haydn came to enjoy enormous critical success in his day, but when he did come under attack, it was often this mixture of high and low that disturbed his critics. Johann Adam Hiller, a North German music critic, wrote of Haydn's style in 1786: "Is not that curious mixture of the noble and the common, the serious and the comic, which so often occurs in one and the same movement, sometimes of a bad effect?" Hiller further observed of Haydn's music: "We hear so many concertos, symphonies, etc., these days that impress us with music's dignity in serene and majestic tones; but before one suspects it, in comes Hans Wurst, who begs our indulgence with his low jokes."43 Johann Christoph Stockhausen, writing in 1771 in his Critischer Entwurf einer auserlesenen Bibliothekfiir die Liebhaber der Philosophie und schdnen Wissenschaften (Berlin, 1771), objected to "that curious mixture of the comic and the serious, of the trivial and the touching" in Haydn's music. 44 This dissolution of boundaries pointed to a late baroque culture that had lost its internal coherence. That the courtly and Catholic theatrical media of the Habsburg Counter-Reformation could engender the fundamentally profane stage of Kurz and Prehauser was one symptom; another was the growing conviction on the part of state and ecclesiastical reformers that the popular devotional practices promoted so vigorously in the Counter-Reformationpilgrimages, processions, cults of the saints, the proliferation of religious feast days-had acquired an increasingly profane character and should be curtailed.45 As critics examined these practices, they grew convinced that the theatricality and sensuality of baroque piety were inherently unstable, vulnerable to appropriation for profane purposes, and difficult to control. Implicit in their criticisms was the fear that popular religious celebrations had taken on a life of their own apart from their original devotional function. The 1754 Habsburg ordinance announcing the abolition of numerous religious holidays expressed this concern: "We observe, not without displeasure, that those very days which were to be devoted to God and to the Saints are desecrated rather than kept holy because of extravagant celebrations and profane behavior.... Such holy days are now the occasion not of Christian devotion, but of pernicious sin."46 This mixture of the sacred and the profane was also the target of ordinances banning the performance of popular religious plays like the pageant of the Magi, and similar considerations led to tighter regulations on how popular saints' days (e.g., those honoring St. Johannes Nepomuk) were celebrated. The underlying motive behind all of these measures, a desire to restore the putatively eroded or violated boundaries between sacred and profane, were a leitmotif of the religious reforms of the Theresian and Josephinian eras. During her visit to Vienna in 1766 Madame Geoffrin was royally entertained by Kaunitz, who mounted a bust of her in his drawing room.57 Moreover, it was not an accident that the Viennese salon emerged at a time when the Habsburg throne was occupied by a woman. In sixteenth-and seventeenth-century France and England, the visibility and power of women at court-whether as regents in the former case or full-fledged sovereigns in the latter-had done much to encourage the female-centered culture of the salon in those countries. Not until the reign of Maria Theresia, however, did a woman govern a major court of the Holy Roman Empire,58 and the emergence of a salon culture during her reign gave symbolic expression to the presence of a powerful female on the Habsburg throne.
The first Viennese salon, that of Charlotte von Greiner (nde Hieronymous, 1739-1815), was in fact the direct offspring of the Theresian court.59 Charlotte was born in Hungary, the daughter of an officer in the Habsburg army. Her mother died soon after giving birth to her, and in 1744 she became an orphan when her father, whose regiment had just been transferred to Vienna, died of tuberculosis. Maria Theresia subsequently learned of the orphaned girl's plight from a chambermaid and arranged to have Charlotte brought to court, where she was entrusted to a governess of the imperial family and given an excellent education that included French, Italian, and Latin. At the age of thirteen she became a personal attendant of the empress, and after 1762 her chief responsibility was to read aloud to Maria Theresia in the evenings.
The education and social skills Charlotte acquired during more than two decades at court prepared her well for her future career as a salon hostess, which began after she left the empress's service in 1766 to marry Franz Sales Greiner. Franz, at that time a promising young secretary in the war ministry, rose rapidly up the administrative ladder as the quintessentially enlightened Theresian bureaucrat. During his career he distinguished himself as an advocate of agrarian reform, universal education, and religious toleration. He enjoyed considerable favor with Maria Theresia, no doubt in part due to his wife's influence, and in 1771 the empress ennobled him at the rank of baron (Freiherr). The Greiner salon dates from around 1773-74, when Charlotte and her husband began to host weekly gatherings at their spacious Viennese apartment. For a decade they presided over the most fashionable salon in the city and a social center of the Austrian Enlightenment. The two were themselves a somewhat incongruous pair: Charlotte, unquestionably one of the most literate and cultivated women in the capital, had a special interest in natural history and astronomy, while Franz was a connoisseur of music, painting, and poetry. Charlotte's knowledge of Latin, unusual even for educated women of her day, would have facilitated her interest in these traditionally male fields. Her views on women were highly advanced for the time-she is the first Austrian woman I have encountered who espoused feminist views-and later in life she became an admirer of Mary Wollstonecraft. According to her daughter, Charlotte believed that "women were originally destined by nature and providence to dominate, but they lost this dominion through a kind of usurpation by the male sex, whose physical strength exceeds our own."60 At any rate, if the widely divergent interests of husband and wife pointed to what was, at least by their daughter's account, strictly a marriage of convenience, these differences also gave their salon considerable cultural breadth. There, as in the enlightened salons of Paris, discussions centered around philosophical, literary, and scientific topics (the magnetic theories of Franz Mesmer, a frequent guest, were debated there), but the Greiner salon also provided a regular audience for performances by composers like Haydn, Mozart, and Salieri. Haydn, Mozart, and Baron Greiner belonged to the same masonic lodge, True Harmony (Zum wahren Eintracht), which Haydn joined in 1785.
Haydn's flirtation with freemasonry was brief, and the more important result of his membership in the Greiner circle was the literary education he acquired there. The Greiners' daughter Caroline later recalled that "at our home all the new poetic works published here or abroad were immediately circulated, read, and discussed."61 The Greiner salon was particularly important for the Austrian reception of Protestant Germany's literary culture, especially the Sturm und Drang writers, even though Franz and Charlotte were themselves apparently lukewarm to the movement. Passages from Goethe's Sorrows of Young Werther and Gitz von Berlichingen were read aloud there, as well as the poetry of 60 Ibid., 1:48. 61 Ibid.
with the emphatic end of his opening phrase (m. 3-4) transposed up a ninth, and telescoping the original periodic movement."68 If the second movement of the Emperor Quartet expresses the consensus that characterized one side of salon sociability, these measures evoke the petulance and petty dissension that sometimes undermined the fragile solidarity on which the Enlightenment salon was based. Each, however, exhibits the conversational qualities that were the hallmark both of Haydn's quartets and of modes of sociability to which he was exposed in Enlightenment Vienna.
The three episodes of Haydn's life examined here-parish schooling in Hainburg in the 1730s, collaboration with the comic actor Kurz in the 1750s, membership in the Greiner salon in the 1770s and 1780s-shed light on the cultural origins of his music. The centrality of music in Austrian schools, an outgrowth of the baroque Catholic world into which Haydn was born, helps explain how the son of a wheelwright could have ever acquired musical training in the first place. Kurz's burlesques, performed in the uproarious environment of Vienna's improvised popular stage, reveal an inversion of this world that cultivated in the composer a particular style of humor as well as an enhanced sense of audience. Finally, this essay has suggested that both the literacy and the orality of Viennese salon culture shaped Haydn as a composer, for not only did the salon give him access to a new literary culture, it also helped foster the conversational qualities that marked his chamber music.
Beyond their impact on Haydn's music, however, these biographical moments illustrate the profound cultural shift that occurred during his lifetime. The world of the Greiner salon was radically different from the Catholic baroque milieu that had originally nurtured the young Haydn's talents. That milieu began to dissolve rapidly during Haydn's lifetime. Dissolution came partly from within, hastened by the unstable properties of baroque Catholic culture. It was also driven from without by reformers in church and state who, having lost confidence in the devotional efficacy and coherence of baroque Catholic culture, sought to prune its luxuriant undergrowth through measures like the reduction of religious holidays, abolition of the Jesuits, curtailment of pilgrimages, and restrictions on the use of orchestral music in the mass. This assault on baroque Catholic culture reached its peak during the late Theresian and Josephinian decades, and it is telling that of the fourteen masses Haydn composed during his lifetime, only two were composed between 1773 and 1796. 
